This article explores the reciprocal relationship between modernism and Harper's Bazaar (UK) during 1929-35. In its early years this commercial fashion magazine exploited modernism's perceived exclusivity and highbrow status to flatteringly construct its aspirational readers as culturally sophisticated. Whether printing modernist texts or artworks or parodying their experimental style, early Harper's Bazaar (UK) promoted the reception of modernist writers and artists as high cultural celebrities, whose presence in the magazine enhanced its cultural value. While insisting on the exclusivity of modernist art and literature,
modernism can look downright user-friendly'. 1 This shift in critical narratives, while very welcome, threatens to create myths of its own. Modernism's presence in commercial periodicals such as Condé Nast's Vogue and Vanity Fair has become a familiar signifier of the mainstreaming of modernist culture, though the scholars whose research valuably exposed this presence have also noted that these magazines addressed 'upper-class' or 'minority' readerships. 2 Frost cautions, too, that 'at the same time that scholars produce a more vernacular, culturally savvy, and accessible field, modernism's own overt rhetoric [...] upholds the great divide'. 3 She argues that modernists maintained a binary between highbrow and lowbrow by elevating the difficult pleasures of avant-garde writing above the easilyconsumable pleasures of mass culture. 4 It was also the 'perceived "restricted" appeal of modernism', as Aurelea Mahood has commented in relation to British Vogue, that 'became the very means by which it entered the literary and cultural mainstream'. 5 This article examines the treatment of modernism in another commercial magazine, the British edition of , and yet, she notes, 'at the same time, and paradoxically, such a person would usually be imagined as educated, culturally aware, fashionable and self-conscious, and all of these things require deliberate effort'. For Hammill, 'smart' magazines such as Vanity Fair and The New Yorker supply 'prime examples' of texts that make this tension visible by 'propos [ing] that sophistication is the property of a distinguished elite, and yet covertly offer [ing] an education in sophistication'. 6 Early Harper's Bazaar (UK) can be profitably interpreted in this mould. This glossy fashion periodical strove to attract and cultivate a sophisticated audience by providing exclusive access to designer fashions, the aristocracy, high art, and celebrity culture, all of which readers might encounter through purchasing the magazine in its first decade of publication. Its monthly issues, priced high at two shillings, Reciprocal relationships flourished between modernism and fashion and smart magazines. Nicola Luckhurst's early work on British Vogue focused on that magazine as a 'valuable promotional space' for Bloomsbury, but also noted it was 'making the highbrow chic'. 10 Garrity has traced a more symbiotic relationship between the two, positing that while Bloomsbury 'wage[d] a successful self-promotional campaign in Vogue', the magazine recognised 'that the Group was a marketable commodity' and 'exploited Bloomsbury's intellectual, upper-class position'. 11 Hammill has observed that the exposure given to modernist artists and writers in sophisticated, medium-circulation magazines like Vanity Fair was part of a two-way exchange: 'the modernists' growing cultural capital consolidated the smart magazines' reputations as taste-makers, and allowed them to participate extensively in the making of modernist reputations'. 12 respectively. 13 The notion of the middlebrow is useful for analysing aspects of Harper's Bazaar and its audience, chiefly the magazine's sophisticated posturing and the expectation that its readers aspired to cultural competence without fully identifying with highbrow culture. 14 However, the magazine's outlook is also shaped by other discourses and the publics they address. Its aspirational stance, for example, can be interpreted in relation to Marjorie
Ferguson's recognition of a cult of femininity that pervades commercial women's magazines and assumes the female reader can always 'do it better', whether dressing for the season, managing a household, or keeping up-to-date with the arts. 15 Harper's Bazaar's attention to modernism can be understood, too, through the elitist logic of fashion. Writing in 1904, Georg Simmel identified fashion itself as 'a product of class distinction'. 16 Whether in relation to dress, behaviour, or aesthetic judgement, Simmel contended, fashion 'affects only the upper classes', who set the trends that unite and distinguish their social group:
Just as soon as the lower classes begin to copy their style, thereby crossing the line of demarcation the upper classes have drawn and destroying the uniformity of their coherence, the upper classes turn away from this style and adopt a new one, which in its turn differentiates them from the masses; and thus the game goes merrily on. 17 For Pierre Bourdieu in Distinction, taste is also a product and producer of class hierarchies.
'It functions as a sort of social orientation, a "sense of one's place"', Bourdieu claims, 'guiding the occupants of a given place in social space [...] towards the practices or goods which befit the occupants of that position'. 18 Harper's Bazaar (UK), in common with other sophisticated fashion and smart magazines of the period, sought to guide its readers to good taste whether in relation to dress, design, etiquette, or the arts. It appealed to and created readers who were able -or who desired -to talk knowledgeably on all aspects of high culture, and, as the following analysis demonstrates, participated in fashioning modernism into a desirable, high-end cultural product. Despite facilitating the mainstreaming of modernism in the early 1930s, Harper's Bazaar (UK) nevertheless insisted on the exclusivity of modernist literature and art in order to cultivate and flatter its aspirational readership. As to places.
Places as to.
Clocks and lilac and
Camembert and El Greco and old striped trousers.
Next.
How next.
Next as to.
As seen a scene. So seen, seen so much as.
Right.
Left right left right left.
No decision. For instance.
And Picasso had the.
Had the.
If.
Thank you very much thank you very.
The nonsensical content of these lines, 'issued [as] an important message', undermines the value allegedly ascribed to them by Stein and generated through the production of limited- 52 The details of these events and their players are buried in Stein's story, which plainly depicts a quarrel over a book but does not indicate its content. The text repeatedly refers to 'everybody talking' about 'everything' without precisely identifying what 'everything' signifies. As Ulla Dydo notes, the text is 'made up of main clauses whose subjects, "I," "he," "they," "one," "everyone," are all totally depersonalized'. 53 Hugnet appears as 'Arthur William' and the composer Virgil Thomson as 'Generale Erving', who is introduced as 'a writer, that is to say he had written not writing but something'. Yet, the elusiveness of Stein's fast-paced, sparsely-punctuated prose paradoxically creates an illusion of accessibility by mimicking the intimate, informal tone of one confiding in a friend and assuming the details of the matter are already known between them. 'Generale Erving told me over the telephone that he wanted to fix up everything', the narrator reports at breakneck speed: 'It was alright but it would be alright and Arthur was not at all there but he Generale Erving would see him was I willing'. 54 The reader is drawn into a gossipy tête-à-tête by Stein's story, which playfully evokes the tone of confidentiality and familiarity affected by the gossip and frequently used by celebrity and fashion columnists to suggest the exclusivity of their reports on the activities of famous people and the latest trends in dress. bestselling status, appears to have had an adverse effect on modernism's value to the magazine as a tool for attracting and cultivating a sophisticated public. Though texts by modernist writers continued to appear sporadically in Harper's Bazaar (UK) through the late 1930s, there was a marked decline in its attention to modernist art and literature after 1934. In other words, the moment at which modernism became 'truly popular' was also the moment at which it ceased to be exclusive and hence fashionable within this elite, fashion magazine.
